marginalized at the expense of full visual access to the dancers' bodies. In short, viewers sensed something we might call pornographic lurking behind Nijinsky's spectacularization of the body.
Indeed, it was not long before this pornographic innuendo crystallized into fullfledged pornography. During the his company's South American tour, Faun captured the imagination of an anonymous Argentine filmmaker, inspiring him to produce one of the earliest surviving stag films, El Satario (The Satyr). Film historian Joseph Slade has argued that El Satario parodies Faun; whereas Nijinsky's creature is forced to release his "sexual frustrations" into the scarf of an escaped nymph, the filmic satyr snares his prey and performs a decidedly more graphic duet with her.
2 While Slade's assessment is entirely plausible, I want to suggest that El Satario was more than an isolated spoof.
Rather, it was the first of many sexually explicit reimaginings of both Nijinsky and his
Faun. In the century since Faun premiered, Nijinsky's body has become a metaphor for ambiguous sexuality, mobilized and molded for various creative ends by queer observers who read in his autoerotic gesture a refusal of the heteronormative strictures of ballet.
Among these creative descendants was the pioneering gay porn director, Wakefield What is perhaps most intriguing about these photos, as Garafola notes, is that they appear to be "only marginally concerned with dance, using it as an excuse for displaying the attractions of a physically active body in motion. Nijinsky is cat-eyed and high cheek-boned, painted in eyeshadow, blush, lipstick, and nailpolish, bedecked with earrings and bangles. He sprawls decadently beneath a goldtassled canopy amidst piles of floral pillows. The effete lustfulness attributed to Nijinsky saturates every detail of the painting-he is half-naked, stretching suggestively on the edge of the bed, his arm extended across the empty half, begging the viewer to join him.
Despite the absence of overt sexual activity in these images, I think we can see in them the seeds of a gay pornographic tradition, akin to the post-WWII popularity of muscle films whose homoeroticism was thinly concealed behind a façade of physical education. 5 Moreover, the very illicitness of the more explicit images-that they were created for and distributed to a select audience for private enjoyment-does seem to reek of the pornographic. But I would like to go one step further and suggest that the frisson of queer eroticism embodied by Nijinsky gave rise to the modern market phenomenon that is mainstream gay film pornography. The film's second section, "Poolside," seeks to rectify this absence by inventing a partner for Casey. After responding to an ad in Gay newspaper, a package arrives for Casey containing a mysterious tablet which, upon submersion in a swimming pool, 6 transforms into a rather strapping naked man. What is most significant about "Poolside"
as an homage to Afternoon of the Faun is that it is totally unpreoccupied with the standard conventions of pornographic visibility-that is, with what the porn industry calls money and meat shots (close-ups of ejaculation and penetration, respectively). Rather, Poole appears more interested in the metamorphosis of shapes produced by intertwined bodies in motion. From a dancer's perspective, the performers in "Poolside" create a kaleidoscopic array of aesthetically pleasing shapes as they shift from one position to the next. To cite just one example, at one point, the pair engage in anal-oral contact as one man stands on his shoulders with his legs wrapped around his kneeling partner's head.
Poole films this position from multiple angles, capturing its multifaceted visual interest.
From the side, their bodies form a rectangle; from the front, they form an X. The camera focuses on this position for several long minutes, yet the insistent close-ups on genital action, so typical of stag and video pornography, are all but absent in this scene, and in "Poolside" as a whole. Even in the positions that would normally provide visual access to penetration, the genitals are largely obscured by the shadows of surrounding trees.
Rather than zoom in, the camera consistnetly maintains sufficient distance to keep both performers' full bodies within the frame. Thus, "Poolside" formally inverts Faun's approach to the body. The dance, as I mentioned earlier, is concerned with the pure spectacle of bodies unadulterated by excessive, virtuosic movement. The explicitly pornographic film, in surprising contrast, is more interested in mediating the spectator's view of bodies transformed by movement.
The film's final episode similarly inverts the formal structure of Faun. "Inside"
opens with Casey flashing a telephone repairman he spies through a bedroom window.
7
His interest unrequited, Casey masturbates to fantasies of sex with the repairman. We witness the revision and elaboration of this fantasy through spatial and temporal disjuncture. In one shot, the repairman's penis is exposed; in the next, Casey is unzipping his pants. In one shot they are in the hallway; in the next, they are in bed. At the end of the film, Casey examines each of the locations in which he had imagined being with the repairman, presumably to verify that it was indeed just a fantasy. As he heads downstairs, he finds the repairman standing in his doorway, this time "for real." Poole with the suggestion that Boys in the Sand became the template for widely distributed, star driven, highly lucrative gay porn. Poole's effort to, in his own words, "promote it like a 8 regular movie," 7 was the first in a series of moves by the industry to bring pornography, gay and straight, aboveground.
Ironically, Poole marked his departure from the industry he helped to create by vowing celibacy in the wake of the AIDS crisis. "There is life after sex," 8 Poole affirmed
in his 2000 biography. There is also, it seems, an afterlife for sexual representation.
Pornography, I have argued, is the legacy of Nijinsky's.
